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assists	him	(pp.	214,	220),	and	she	even	apologizes	for	her	coldness	and	indifference	(p.	226).	As	a	result,	Felicia	emerges	from	this	characterization	as	very	ambiguous.	If	the	omniscient	narrator	repeatedly	criticizes	her	lack	of	feeling,	s/he	also	wins	the	reader's	sympathy	for	the	character	by	dwelling	on	the	unfairness	of	the	girl's	situation.	At	one	point,	for	example,	the	grandmother	looks	at	the	two	cousins	together	and	"half	pities	the	girl	linked	to	poor	little	Jim	for	life"	(p.	220).		 To	complicate	this	ambiguous	representation,	Felicia	is	not	drawn	simply	through	her	words	and	actions	and	the	omniscient	narrator's	statements.	Indeed,	a	great	part	of	our	initial	impression	of	her	character	is	formed	as	we	see	her	through	another	character,	Captain	Aurelius	Baxter,	who	is	a	friend	of	James.	A	widower	with	a	young	daughter,	Baxter	is	older	and	much	more	worldly	than	James.	During	an	early	scene,	he	visits	Harpington	Hall	and	is	shocked	by	Felicia's	apparent	unconcern	for	her	cousin's	physical	indisposition:		 As	Aurelius	rode	off	he	thanked	heaven	that	all	women	were	not	like	those	two.	He	had	found	it	very	sweet	to	have	come	back	after	years	of	hard	work	and	loneliness	to	the	tender	solicitude	of	a	gentle	old	aunt,	and	Lucy	his	little	daughter.	.	.	.		 Baxter	had	often	heard	James	Marlow	speak	of	Felicia;	this	was	only	the	second	time	he	had	ever	seen	her.	His	first	impression	was	of	something	that	he	never	forgot—a	wild,	bright,	sudden	gleam.	In	later	days	he	sometimes	thought	of	the	beautiful	angry	face	that	had	flashed	out	upon	them	from	the	darkness.	.	.	.	Just	now,	however,	it	was	Felicia's	indifference	and	not	her	beauty	that	was	paramount	in	Baxter's	mind:	her	indifference	shocked	him.	.	.	.		 .	.	.	Sometimes	the	Captain	relented	a	little,	and	then	he	thought	of	Felicia	as	a	thoughtless	child;	but	again	he	would	tell	himself	that	she	was	at	best	but	a	hard-hearted	little	siren	playing	jigs	in	her	beautiful	golden	hair,	while	her	victims	drowned	round	about	her.	(pp.	221-22).	In	this	passage,	Baxter's	representation	of	Felicia	is	ambivalent	and	even	negative.	But	undermining	his	final	judgment	is	its	implicitly	ideological	charge:	she	shocks	him	because	






The	irony	of	this	paragraph	is	particularly	important	because	it	underscores	the	fact	that	despite	the	story's	setting	(the	brief	episode	takes	place	at	the	theater,	during	a	performance	of	Romeo	and	Juliet)	and	despite	its	ending	(Felicia	and	Baxter	are	reconciled),	the	story	does	not	idealize	marriage.			 The	action	is	slight.	Felicia	is	at	the	theater	with	some	friends.	Unbeknownst	to	her,	Baxter	is	there,	too,	in	a	box	opposite	hers.	The	narrator	sums	up	the	minimal	events	in	a	few	paragraphs,	emphasizing	how	Felicia's	youth	and	willfulness	might	have	led	to	her	disappointment	(p.	109).	Even	though	she	implies	that	both	Felicia	and	Baxter	are	to	blame	for	being	too	proud	to	take	steps	to	clear	the	misunderstanding,	she	stresses	Felicia's	"foolish	passionate	soul"	(p.	110)	as	well	as	the	bad	influence	of	a	female	friend	who	was	with	Felicia	at	the	time	(p.	111).	By	contrast,	she	underplays	the	fact	that	the	Colonel	"went	away	without	seeing	his	wife	again"	(p.	112).	The	couple	is	reconciled	when	they	see	each	other	in	the	middle	of	the	intensely	emotional	last	scene	of	the	play	and	the	Colonel	rushes	to	Felicia's	box:	"She	gave	a	cry,	a	spring,	and	clung	to	him,	close	to	his	heart"	(p.	115).			 While	it	offers	no	radical	commentary,	this	story	still	refuses	to	idealize	marriage	and	suggests	Ritchie's	commitment	to	exploring,	at	least	in	part,	women's	lives	after	marriage—something	that	many	Victorian	narratives	typically	(and	problematically)	repress.	As	I	have	stressed	before,	she	never	commits	herself	to	a	straightforward	stance	against	Victorian	culture's	pressure	to	idealize	marriage,	but	her	compulsion	to	revisit	the	same	theme	ultimately	produced	a	substantial	number	of	representations	that	testify	to	her	determination	to	grapple	with	this	ideological	difficulty	and	that	show	how	much	experiments	with	narrative	perspective	and	circularity	are	key	to	that	grappling.			 "Fina's	Aunt,"	subtitled	"Some	Passages	from	Miss	Williamson's	Diary,"	revisits	the	issue	of	the	cultural	devaluation	of	the	single	woman	central	to	"Out	of	the	World."		In	this	last	story	of	the	volume	Ritchie	offers	a	particularly	effective	critique	of	that	devaluation	by	shifting	the	terms	of	the	discussion	from	whether	or	not	women	must	marry	to	be	happy	to	what	kinds	of	women	can	or	cannot	be	happy	remaining	single.	In	juxtaposing	the	life	of	Josephine	Ellis,	a	
woman	who	exhibits	the	typical	cultural	anxieties	about	remaining	single	after	thirty	and	who	finally	marries,	with	the	life	of	the	narrator,	Miss	Williamson,	who	is	happy	with	the	opposite	choice,	"Fina's	Aunt"	contests	the	cultural	devaluation	of	the	single	woman	even	as	it	refrains	from	a	blatant	celebration	of	the	figure.		 In	this	story,	the	voice	of	Miss	Williamson,	the	narrator,	is	particularly	candid	and	introspective	because	she	is	writing	in	her	diary.	Reflecting	on	her	daily	existence,	she	stresses	the	connection	between	individual	temperament	and	degree	of	personal	contentment:	I	confess	that,	with	the	best	good	will	in	the	world,	there	are	times	when	a	clean	ruled	page	is	not	much	comfort	.	.	.	when	what	you	want	is	a	voice—a	hand,	rough	or	clumsy	though	it	be—something	alive	that	is	not	the	eternal	reflection	of	your	own	self	in	the	glass	or	on	the	paper	before	you.	In	many	ways,	however,	I	am	well	contented	with	my	lot.	It	seemed	a	hard	one	at	first,	and	perhaps	things	don't	change;	but	one	suits	oneself	to	the	circumstances	round	about	one.	In	comparing	one	life	with	another	people	often	forget	to	take	states	of	mind	into	consideration,	and	do	not	realise	how	habit	and	natural	adaptability	often	make	a	sort	of	artificial	happiness	when	none	other	might	seem	possible.	.	.	.	In	many	ways	I	like	the	monotonousness	of	my	existence,	my	early	walks,	my	return	home.	I	have	friends	without	a	name	who	look	a	kind	greeting;	I	have	a	correspondent	to	whom	I	owe	many	a	happy	half-hour;	I	live	a	great	deal	outside	my	quiet	room	as	well	as	in	it.	(pp.	269-70)	These	are	modest	claims	for	single	life,	but	they	openly	problematize	the	notion	that	women's	happiness	necessarily	depends	on	marriage.	Another,	more	explicit	commentary	on	marriage	and	single	life	further	challenges	the	notion:		It	is	true	that	there	are	married	people	and	unmarried	ones	in	the	world,	and	some	of	the	married	live	utterly	alone,	and	some	of	the	unmarried	have	their	hearts	full	and	overflowing,	and	live	married	to	the	lives	and	interests	of	others.	But	Josephine	Ellis	was	














Elizabeth	or	with	Catherine	in	The	Village	on	the	Cliff—the	main	issue	for	Esther	is	choice	between	two	men.	But	just	as	often	the	issue	is	choice	between	marriage	and	single	life.	In	this	story—as	in	several	other	instances—Ritchie	examines	the	reasons	why	Esther's	original	choice	was	the	wrong	one	and	uses	the	trope	of	second	chance	in	order	to	explore	alternatives.		 14	J.	Hillis	Miller,	The	Form	of	Victorian	Fiction	(Notre	Dame:	University	of	Notre	Dame	Press,	1968),	p.	63.	In	"Sola"	and	"Out	of	the	World,"	also	part	of	the	collection	To	Esther,	Ritchie	continues	to	use	this	point	of	view,	in	Miller's	terms,	this	"immanent	omniscience"	(p.	64).	But	in	subsequent	short	fiction	Ritchie	shows	a	peculiar	discomfort	with	standard	omniscience.	The	fairy	tales	from	the	volume	Five	Old	Friends	and	a	Young	Prince	(1868)	are	all	told	from	Miss	Williamson's	point	of	view,	and	the	same	is	true	of	the	stories	in	the	volume	Miss	Williamson's	Divagations	(1881),	which	are	all	narrated	by	Miss	Williamson.	Although	Miss	Williamson	is,	on	the	surface,	a	traditional	Victorian	narrator	who	is	close	to	Miller's	notion	of	immanent	omniscience,	the	fact	that	Ritchie	gives	her	a	personality,	a	biographical	frame,	a	temporality	within	the	stories,	problematizes	the	very	convention	of	omniscience.			 15	That	she	ultimately	reprised	the	theme	in	"Da	Capo"	(1881),	the	sequel	to	"Sola"	(1869),	in	the	voice	of	Miss	Williamson,	indicates	that	she	was	still	ambivalent	about	the	treatment	of	the	theme	in	"To	Esther"	and	that	she	was	still	looking	to	point	of	view	to	help	solve	her	doubts.		 16	As	we	will	see,	in	a	later	story,	"Fina's	Aunt,"	Ritchie	takes	up	a	similar	situation	from	a	different	point	of	view	and	articulates	her	ideological	critique	more	explicitly.		
	 17	Ritchie,	The	Literary	Manuscripts	of	Lady	(Anne	Isabella)	Ritchie,	University	of	London,	London,	MS.	508,	Box	3,	2,	iii	(i),	p.	14.	The	Ritchie	archive	deposited	on	permanent	loan	in	the	University	of	London	library	comprises	five	boxes	of	manuscripts	in	the	form	of	exercise	books,	drafts,	and	fragments,	as	well	as	typeset	materials	and	proofsheets.	Besides	much	published	material,	there	are	a	number	of	unfinished	and	unpublished	pieces.	The	archive	has	been	sorted	and	catalogued,	and	a	seven-page	handlist	of	these	materials,	complete	with	descriptions	of	the	contents	of	each	box,	is	available	in	the	Paleography	Room.	This	handlist	was	compiled	in	February	1981	by	Joan	Gibbs.		 18	In	some	stories,	"Fina"	and	"Fina's	Aunt,"	for	example,	Miss	Williamson	lives	alone	at	a	boarding	house.	In	an	unpublished	story,	"The	House	by	the	River,"	she	works	as	financial	secretary	for	a	hospital.	According	to	Huie,	the	characters	of	Miss	Williamson	and	H.	are	based	on	Ritchie	and	her	sister	Minny.	They	"were	suggested	by	Anny	imagining	Minny	and	herself	to	be	in	their	late	middle-age"	(p.	183).	This	is	not	surprising	since	after	Thackeray's	death	and	before	Minny's	marriage	to	Leslie	Stephen,	the	two	sisters	lived	together,	and	Ritchie	reportedly	believed	she	would	never	marry.		 19	As	Huie	points	out,	"From	an	Island,"	which	first	appeared	in	the	Cornhill	Magazine	between	November	1868	and	January	1869,	"is	the	only	story	in	the	entire	range,	apart	from	those	narrated	from	the	omniscient	point	of	view,	in	which	Anne	Thackeray	adopts	an	authorial	mask	other	than	Miss	Mary	Williamson"	(p.	868).	Huie	believes	that	this	authorial	figure	gives	readers	the	impression	"of	a	dependable,	sensible,	practical,	and	observant	person"	(p.	869).	While	I	would	take	issue	with	Huie's	view	that	both	Miss	Williamson	and	H.	"add	much	additional	interest	to	the	short	stories"	because	"their	participation	contributes	to	the	reality	of	the	tales,	for	assuredly	as	we	take	them	to	be	real	human	beings,	we	accept	the	veracity	of	their	report	and	comments	on	the	characters	and	events"	(p.	871),	I	believe	she	rightly	points	out	their	importance	in	Ritchie's	fiction.			 20	Audrey	Jaffe,	Vanishing	Points:	Dickens,	Narrative,	and	the	Subject	of	Omniscience	(Berkeley:	University	of	California	Press,	1991),	p.	15.	Jaffe's	brilliant	discussion	of	Dickens's	
personified	narrators—she	calls	them	"Asmodean	participant-narrators"	(p.	14)	and	equates	them	with	what	Genette	calls	"focalized"	characters	(p.	16)—identifies	their	hybrid	nature,	"hovering	.	.	.	between	omniscience	and	character"	(p.	16).	Ritchie's	Miss	Williamson	is	one	such	semi-omniscient	figure	insofar	as	she,	too,	collapses	the	difference	"between	the	supposed	limitations	of	first-person	narration	and	the	unlimitedness	of	third-person	narration"	(p.	17).			 21	As	Huie	has	noted,	Ritchie	explored	this	theme	in	five	stories:	"To	Esther,"	"Two	Hours,"	"Da	Capo,"	"Miss	Morrier's	Visions,"	and	"Fina's	Aunt"	(p.	872).		 22	Jaffe,	pp.	12,	13.		 23	Ritchie,	"The	Janie	Wilson	Story,"	in	The	Literary	Manuscripts,	MS.	508.		All	subsequent	quotations	are	from	three	unnumbered	pages	labeled	Box	I,	1.	
